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Alfred Hitchcock's Villains:
Alter Egos and Victims
IN Lifeboat and Frenzy
I. Introduction

*

"The better the villain, the better the picture," Alfred
Hitchcock says (qtd. in Truffaut 191). And Robin Wood
states: "Hitchcock villains . . . constantly threaten to 'take
over' the films in which they appear, not only as the center
of interest but even, for all their monstrous actions, as the
center of sympathy" (348). The success of Hitchcock's films
depends heavily on the villains. They are ambiguous figures:
attractive and scary, kind and monstrous, sympathetic and
abhorrent. For instance, Alex Sebastian in Notorious works for
the Nazis but is also an enamored man who is cheated, and
a man who begs for his life at the end of the film.
Hitchcock's villains are somehow deviant beings, driven by
strong, contradictory inner forces. At the same time, they are
very dependent, firstly, on their obsessions, secondly, on the
objects with which they try to satisfy them. Their social
dimension is extremely important. They are defined as
members of a more complex system that includes hero,
women, and patriarchal dominance; they impersonate certain
social tendencies and power structures.
I shall approach the analysis of Hitchcock's villains by
presenting two of his films: Lifeboat and Frenzy. The former
was made in 1943, and is representative of Hitchcock's "war
films." The latter is the next-to-last film, produced in 1972 in
the United States, although the plot takes place in the United
Kingdom. I chose these two productions because they belong
to two different stages in Hitchcock's career, and also
because their respective villains fit with the two main types
of villains created by the British filmmaker. Willy in Lifeboat
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exemplifies the authoritative, "Nazi” type, whereas Richard
Blaney in Frenzy corresponds to the psychopath.

II. Lifeboat: The "Nazi” Type
The story of Lifeboat is set against the background of
World War II. An AUied freighter is torpedoed by a German
submarine, which also sinks. Several people make their way
to a lifeboat: a fashion writer, Constance Porter (played by
Tallulah Bankhead), a left-wing crew member, John Kovak
(John Hodiak), a young army nurse, Mary Anderson (Alice
Mackenzie), a millionaire, Charles Rittenhouse (Henry Hull),
a black steward, Joe Spencer (Canada Lee), the ship's radio
operator, Stanley Garnett (Hume Cronyn), an English
woman, Mrs Higgins (Heather Angel), carrying her dead
child, and a seaman, Gus Smith (William Bendix), with a
badly injured leg. Willy (Walter Slezak) — who is the captain
of the submarine but whose identity remains unknown for
most of the film — also makes it to the boat. The German
soon takes responsibility for the boat and secretly leads it to
a German supply ship. He saves the boat from capsizing and
takes the absolute command while the others passively
accept it. When the injured seaman discovers that Willy is
hiding some water, the Nazi throws him overboard. Soon the
others find out about it and beat him to death. Just when the
boat is reaching the German supply vessel it is sunk by an
Allied ship, which will rescue them. But before that there is
a new arrival to the boaf: another German. The whole
process seems about to start again.
Hitchcock directed several films from 1940 to 1945 in
which war is a main theme, and which reflect the con
temporary state of political crisis: for example. Foreign
Correspondent (1940), Saboteur (1941), Bon Voyage and Adventure
Malgache (1944). Even in a film like Shadow of a Doubt (1943),
where there is no war, the villain, Charlie Oakley, fits the
"Nazi” type.
WUly in Lifeboat, like Charlie in Shadow of a Doubt, is "one
of those murderers who feel that they have a mission to
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destroy," Hitchcock says (qtd. in Truffaut 153). They are
authoritative, very intelligent, skillful, educated, apparently
charming and out-spoken, but in reality there is something
dysfunctional inside them, something which makes them
commit monstrous acts. Willy saves the other people's lives.
Besides German, he speaks French and English. He is
courageous and skillful, an innate leader who takes
responsibility for the boat. The only opposition is Kovak, an
impulsive crew member who lacks knowledge, though, and
who also gives in, in the end. The occupants of the boat
describe Willy as a "superman." "He's made of iron. The
rest of us are flesh and blood," one says. Undoubtedly, the
German has the power. But, at the same time, he looks
down on the others and is insensitive to human pain.
The audience is certainly not led to identify with the
Nazi. The camera hardly takes his point of view, close-ups
show us his suspicious looks, and in one instance when
Kovak opposes him, the shadow of the sail covers Willy's
face, making him appear even more threatening. Although
the audience knows he has a compass and has not told the
others about it, the viewer is likely to trust him — if not
sympathize — for the same reasons the other survivors rely
on him. The audience recognizes his superior knowledge and
ability; we know he will do alright in the midst of the storm
and, if there is someone who can guide the boat to Bermuda,
we are made to believe it is WUly. We cannot avoid somehow
admiring his cold-minded character and iron will. In sum, at
the same time he is monstrous and hateful, the "Nazi"
villain is powerful and attractive.
In Hitchcock's films there is not a single villain; on the
contrary, many characters may be considered villainous. In
Lifeboat all the survivors except for the black man become
"like a pack of dogs," as Hitchcock himself says (Truffaut
156), when they beat Willy to death.Even the muse, who
expressed her rejection to violence at the beginning of the
film, participates in the lynching (a theme which already
appeared in Hitchcock's early film The Lodger). The
experience in the boat is an ordeal in which the apparent
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normality and civilized behaviors gradually fade out and the
inner violence in human beings and chaos fade in.
The women — even Mrs Higgins who gets deranged and
commits suicide when she discovers that her child is dead —
are also guilty in the logic of the film because they transgress
the norms of the patriarchal system that rules Lifeboat's
society. Alice is guilty of having had an affair with a married
man. Constance, the journalist, is guilty of independence in
a society where ladies are supposed to be dependent. For
both, the ordeal the journey becomes is a "therapeutic
experience," a term coined by film scholar Robin Wood (71).
He defines it as the process "whereby a character is cured of
some weakness or obsession by indulging it and living
through the consequences" (71). It constitutes the process of
healing a character's negative facets through some kind of
punishment. In Lifeboat such penance is a process of formal
privation. Constance is successively deprived of the objects
which represent her independence from men. First,
Constance loses her camera and her typewriter, which stand
for her professional work; then her fur coat and her suitcase,
representing her affluence; and finally her bracelet, given to
her by a rich man whom Constance married for his money.
Kovak, who feels attracted to her, enjoys watching such a
process, as he desires a woman to submit to him. At the end
of the film, he promises to buy her another bracelet, but this
new one will not represent independence any more, but
would be a sort of handcuff. At the end, the guilty women —
the transgressing women who had threatened the patriarchal
system — are dominated, and the structure of power politics
is saved. According to Susan Lurie, a feminist theorist: "The
project of narrative cinema is precisely to "castrate" the
woman whose strength and perceived wholeness arouses
dread in the male" (qtd. in Modleski, "Hitchcock" 59).

III. Frenzy
In contemporary London a sexual maniac. Bob Rusk
(played by Barry Foster), strangles women using neckties. He
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murders Brenda Blaney (Barbara Leigh-Hunt), whose exhusband, Richard Blaney (Jon Finch) is accused of the
murder. Then Rusk strangles Blaney's lover, Barbara "Babs"
Milligan (Anna Massey), and turns Blaney in when he asks
for his help. Blaney is condemned but escapes from jail, and
goes to Rusk's apartment to avenge; there he discovers the
dead body of another woman. Inspector Oxford (Alec
McGowen), who believes in Blaney's innocence, also goes to
the flat. Rusk is finally caught.
A. Psychology of Hitchcock's psychopath

In Frenzy, Rusk's mother shows up for about two minutes
and says a single line, but it gives a great amount of
information to an audience who immediately associates
Hitchcock with his 1960box-office success Psycho. Hitchcock's
psychopath has a domineering mother and no father — see,
for instance. Psycho and Notorious (although in the latter Alex
Sebastian is not clearly a psychopath) — or an aloof one — as
in Strangers on a Train. Many of Hitchcock's films seem
catalogues of dysfunctional families; for instance, in The 39 Steps
there is not one single sound family. Hitchcock tells us that the
monstrous often surge from dysfunctionality in the family.
In Freudian theory, an overprotective, overwhelming
mother and the lack of a father figure with whom identify
may produce a permanent attachment and dependency of the
child for the mother. The child's own identity is not allowed
to grow and, therefore, that person feels strong sentiments
of ambivalence. First, it is a sexual ambivalence (the villains
are clearly sexually ambivalent in Murder! and Psycho, for
instance, or sexually disturbed like in Frenzy), because he has
not been able to separate himself from his mother's identity
and have not identified with any man in his Ufe. Second, he
feels ambivalence towards his own mother, who he may
blame of his lack of identity, but against whom he does not
dare to act.
The psychopath tries to solve both problems by
murdering women. On the one hand, he affirms his
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maleness by raping and/or murdering women. In Frenzy,
Rusk does not seem to reach orgasm when raping Brenda
Blaney; he shouts: “Bitch! Women . . . They are all the
same," which is a cliche pervasive among the tough men
with whom he wants to identify, and adds: 'T'U show you."
Then, he strangles her with his tie — a symbol of maleness
— employing much more passion than when raping her and
looking much more satisfied afterwards. The psychopath
performs a supreme act of power over the woman. By doing
so, first, he tries to identify with the masculine role of
dominance and, second, he attempts to kill the female side of
his personality.
On the other hand, the murdered woman is a substitute
for his mother. The psychopath feels unable to separate
emotionally and even physic^y from his mother, whom he
accuses for his lack of identity. It becomes apparent to him
that the only way to accomplish such detachment is by
killing her. However, he is incapable of committing
matricide. The psychopath then slaughters other women as
substitutes for his mother. (In Psycho the psychopath indeed
kills his mother, but in his mind he murders a stranger's
lover, not his mother).

B. Sociology of Hitchcock's psychopath

1. The villain and the hero

"Villains are not all black and heroes are not all white,"
says Hitchcock (qtd. in Truffaut 153). In Frenzy the hero,
Blaney, is depicted as very aggressive in his behavior — he
argues with a bartender at the beginning of the film, for
instance — as weU as in his language — at one moment he
says referring to a bet: "Twenty to bloody one. Christ damn
it to heU" — and he is a heavy drinker. In sum, he is a very
tmsympathetic character. As a matter of fact, this constitutes
a failure of the film: he is so unsympathetic that it is really
hard to identify with him at all, and, therefore, what
happens to him does not drive the audience.
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On the other hand, Hitchcock's villains may be
considered sympathetic in many cases. Truffaut says: "The
villains are human and even vulnerable. They're frightening
and yet we sense that they, too, are afraid" (170). Speaking
about the villain in Notorious, Hitchcock affirms: "Claude
Rains is a rather appealing figure, both because his
confidence is being betrayed and because his love for Ingrid
Bergman is probably deeper than Cary Grant's" (qtd. in
Truffaut 171).
Moreover, villains are often very polite; they follow the
social conventions and nothing in their behavior can be
considered suspicious, at least at the beginning. In Frenzy,
Rusk is extremely nice with Blaney. He listens to him, offers
him his unconditional help, treats him to grapes and gives
him a tip for a horse race. The murderer is socially accepted,
whereas the accused man is often not, as in Frenzy. It is often
the innocent man the one who is chased by the police, while
the innocent man chases the murderer, creating a double
chase.
Hero and villain usually know each other; along with the
victim, they are integrated into the same web of
relationships. However, their relation is more complex than
one of simple acquaintances; they may be considered alter
egos. Hitchcock uses cinematic devices to suggest a closer
connection between both. In Frenzy, the camera zooms in on
the tie around the neck of the first victim and then a cut
follows to Blaney in his room making the knot of his tie,
which looks exactly the same as the first one. He is looking
at himself in a split mirror, which gives us two images of
him, visually suggesting a double personality. At the end of
the film, when Blaney goes to Rusk's apartment for revenge,
he is photographed according to the conventions of filming
a murderer. We are offered a series of close-ups of his feet
going up the stairs, of the club in his hand, of his facial
expression, of the hand on the railing, of his hand opening
the door. Inside the room, the camera takes a low angle to
photograph his feet, and, generally, it shoots from Blaney's
point of view, in the same way it would take Dracula's point
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of view when he is approaching his victim. If this sequence
had been photographed with a wide angle lens, and from a
higher standpoint, things would had appeared less
threatening, since the audience would be able to see
everything. And, at last, Blaney starts hitting Rusk's
supposed sleeping body (it is, in fact, another victim's
corpse), that is, attempting to commit murder.
Another process connects the two characters: it is what
many critics have called "exchange of guilt," whereby the
villain is related to a weakness of the hero. In Strangers on a
Train, the clearest example, the hero has indeed desired to
see his wife dead, only it is the villain who actually kills her.
Modleski also finds a transference of guilt in Frenzy:
The film suggests that Brenda's [Blaney's
ex-wife] marital and sexual rejection of her
husband is avenged by Rusk, since the shot
of Dick [Blaney] sitting in the dirty Salvation
Army bed holding up the money his wife has
given him is immediately followed by the
scene of Brenda's rape/murder. {Women 111)
That is, Blaney's resentment for his ex-wife success is
avenged by Rusk; both hero and villain are guilty in a certain
way. Through this aspect of the narrative, as well as through
visual trickery, Hitchcock emphasizes the similarity between
Rusk and Blaney. In spite of the differences in their
characters, Hitchcock suggests that they are capable of doing
the same atrocities if determined circumstances concur.
Maybe everybody is a potential kUler.
2. Viliam, patriarchal system and women

The villain maintains a double life. On the one hand, he
is an accepted member of society, who talks with the police
and has a fruit business in Frenzy. On the other hand, he is
the chaos. He represents the social forces behind the surface
of appearance that are indeed the ones according to which
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society nins. For Stephen King, a best-seller writer of
thrillers, horror films, in general, contain uncivilized
emotions of fear, violence and aggression. They have a
cathartic function for the audience: watching horror films is
"as lifting a trap door in the civilized forebrain and throwing
a basket of raw meat to the hungry alligators swimming
around in the subterranean river beneath" (296).
The villain is a threat to the patriarchal order — he is
unbalanced and violent — and, at the same time, he is an
extreme expression of its justice. The psychopath is a threat
because he highlights the contradictions within the power
system, not strictly because he murders. In fact, murder and
rape are accepted as something quite normal. A doctor in a
bar says to another in Frenzy: "London needs these murders
once in a while, it is good for tourism," and , when a female
bartender adds: "He rapes them first, doesn't he?" one of
them replies: "Yes, well, it's nice to know every cloud has a
silver lining." This is more than the peculiar British gossip,
those remarks are somehow insane themselves; one wonders
whether London is not, at last, the murderer.
The exchange of guilt not only involves murderer and
hero, it also occurs between the ^^ain and the patriarchal
system. Powerful women are the Achilles heel, the weakness
of the system, the only menace to the perpetuation of the
status quo. It is the psychopath the one who avenges the
system against the women's transgression. In Notorious and
in Lifeboat, the powerful, independent women have to endure
a therapeutic experience and submit to male dominance. In
Frenzy, Rusk lolls Blaney's ex-wife, a successful professional
woman who "as head of a matrimonial agency, . . . has
usurped male rights of exchange: no longer are women
objects of exchange among men; . . . rather, it is the woman
who delivers men over to other women to proceed to enslave
them" (Modleski, Women 111). And he also murders Babs,
Blaney's girlfriend, a sexually liberated woman. Brenda
Blaney succeeds in determining the intentions of
Rusk/patriarchal system: "You need women to submit
them." Modleski argues violence against women is a way to
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affirm masculinity, to avoid being devoured by women
(Women 106). (Later we will see how devouring and eating
have a special relevance in Frenzy.)
The villain is linked through cinematic associations to the
authority figure. Inspector Oxford in Frenzy. The detective
says: "You can't make normal judgements about
psychopathic killers. They can be triggered off at any time.
We have to find him before his appetite is satisfied again";
and, at the same time, one sees a close-up of his knife
separating the legs of a small baked bird, which reminds us
of the rape scene. After Oxford's wife serves him a pig's
foot, he says: "[The murderer] had to rip the fingers of the
right hand"; immediately afterwards his wife breaks a bread
stick making the same sotmd as when Babs' fingers were
ripped by Rusk.^
Food and women are associated through the same
devices during the whole film. The murderer always eats
after he kills a woman, often an apple, which is the biblical
symbol for the fall from Eden, for the fall of man after being
tempted by a woman, and for the search for power — "you
wUl be like gods," the snake promised (Genesis 3:5). Then
Rusk cleans his teeth with his pin, cleansing of any impurity.
He has a shop of delicious-looking fruit (nothing really is
what it looks like, Hitchcock seems to teach us), and Oxford
has to eat the disgusting meals his wife cooks, meals that
resemble women's dead bodies. The inspector and the
murderer represent two attitudes toward women: either the
male has to comply with women's power — at least within
the boundaries of the home — or the male has to kill them
to preserve the system.’ The relationship between food and
death had already appeared in some earlier films by
Hitchcock, for instance, in Suspicion and Notorious, where the
heroines' husbands attempt to kill them by poisoning their
food (although in the former it ends being a product of the
woman's paranoia). Besides, food and sex are interrelated
through the mouth, an erogenous zone. In that sense, the
ritual of eating after a crime is as sexual as raping and
murdering women for Rusk.
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Women's corpses are also associated with contamination
in Frenzy. In the opening sequence of the film a female
corpse pollutes the Thames River, which is about to be
cleaned by authorities, as a speaker announces. Dead bodies
and menstruation — which typically defines girls as women
in coming-of-age rituals, for example, making menstruation
a symbol of women's physical differentiation from men —
have been considered unclean by many cultures. James G.
Frazer affirms:
Among the Monumbos of German New
Guinea any one who has slain a foe in war
becomes thereby "unclean" . . . , and they
apply the same term 'unclean' to menstruous
and lying-in woman and also to everything
that has come into contact with a corpse,
which shrews that all these classes of persons
and things are closely associated. (169)
Rusk gives an impression of extreme cleanness and
neatness. His room, his clothes and his delicious-looking fruit
are immaculate. On the other hand, Blaney — his alter ego
— is always dirty. He throws Rusk's grapes to the filthy
sidewalk and smashes them; his clothes are dirty, and when
he makes an attempt to clean them, he is almost caught.
Significantly, the dust in Blaney's clothes after he gets into
a potato truck to get back an incriminating stickpin which is
in Babs' dead body's hand, becomes the proof of his guilt.
"Dirtiness of any kind seems to us incompatible with
civilization" (Civilization 51), Freud wrote once. As long as
everything keeps looking neat and normal, it is accepted by
the patriarchal system; but when dirtiness and chaos appear,
the external order of the system must be restored through
repression — in this case with the incarceration of Rusk, the
transgressing agent.
As was said before, the psychopath constantly seeks to
affirm his ambiguous maleness. To do so, he desires to
acquire the traits and values that the patriarchal society
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defines as masculine: sexual potency and power over women.
He accomplishes it through rape and murder. Many critics
have pointed out that the cigar that the villain Charlie
smokes in Shadow of a Doubt is a phaUic symbol. In Frenzy the
phallus is resembled by the stickpin Rusk always keeps in his
jacket lapel. He uses it to clean his teeth after he has
murdered/devoured his victims. The stickpin is taken away
by a woman, Babs, when struggling against him. It is
essential for Rusk to get it back, since it represents his
maleness. In his quest for it Rusk gets himself "dirty,” as in
his pursuit for masculinity through rape and murder he
defies social order, dives into the primordial chaos that lurks
under the surface of society, and, thus, becomes a threat to
the patriarchal order.
The fact that Babs steals Rusk's stickpin stands for a
crucial psychological fear in men: men's phallus is castrated
by women. Freudian theory recognizes young boys may have
fantasies like the "vagina dentata,” in which the vagina is
imagined to possess teeth and, with it, the potentiality of
castration. In his explanation of the Oedipus Complex, Freud
states that castration is felt as a threat by the boy when the
mother reacts to his excessive sexual attachment to her. The
fear of castration has important effects on the boy, according
to Freud:

If a strong feminine component... is present
in him, its strength is increased by the threat
to his masculinity; * . . encouragement of his
femininity, fear and hatred of his father gain
greatly in intensity . . . Often an excessive
dependence upon [her mother] and an
attitude of subjection to women [persists].
(93-94)
The quest for maleness by the villain is also the quest for
maleness by a patriarchal system which is now witnessing
women taking gender roles that have traditionally defined
"maleness." The villain's ambiguous sex, his "femininity,”
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is as much a threat for the system as women's
"masculinity."
Frenzy depicts a sick society. That society is represented
by the three main male characters. From a psychoanalytical
point of view. Rusk may be considered the "id," the wild
hidden forces, the repressed instincts. Oxford is the
"superego," the authority figure, who keeps the social order
and imprisons Rusk. And Blaney is the "ego." The ego, the
main cause of balance and mental sanity, is a weak
personality in the fUm, minimized and trapped between the
overemphasized id and superego. The ego is in risk to
become absorbed by the id when it cedes to revenge instincts
and tries to kill Rusk, although it is finally saved by Oxford,
superego, when the inspector finds the proof of Rusk's guilt.
But the fact that the ego was dominated by the id once raises
questions about the individual/society's posterior sanity and
emotional balance. In this sense, Raymond Durgnat's
statements on Frenzy, not clearly explained by him, gain a
richer significance: "our everyday is a sequence of little
madness," and "decency is a matter, not of kind, but of
degree." (394 and 401). Frenzy tells us that normality and
chaos, decency and indecency are equal ingredients of our
society and ourselves as individuals.

IV. Conclusion
Hitchcock's villain is a complex figure. The audience is
made to feel ambivalent sentiments towards him; it is made
to find him attractive at the same time as threatening (Frenzy,
however, fails in a great degree because Rusk is not felt
threatening enough and Blaney is not sympathetic enough).
There are moments in which the viewer feels involved on the
side of the villain — when he is threatened, for example. In
Frenzy the audience is guided to desire that Rusk gets the
stickpin when he scrabbles with the corpse's fingerbones on
the back of the truck and, at the same time, that he, the
murderer, gets caught.
The villain is chaos and normality at once. The "Nazi"
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type is a person in whom good and bad qualities are
interwoven. He is intelligent and charming as much as
dishonest and monstrous. Like the psychopathic type, he is
driven by the same forces as the society that produces him.
He is himself that society.
The psychopath is a victimizer of women as well as a
victim of a patriarchal system obsolete in its definition of
maleness and gender roles. He represents the system's effort
to maintain social status and male dominance. The
psychopath is the extreme expression of men's terror of
women.
Hitchcock's villain is the main character to inform us
about our society and about the motivations and forces that
drive it: sex and power. And, consequently, he also informs
us about ourselves and about our position inside the society.
He may "keep the gators fed," as King says referring to our
"anticivUization emotions"; but he may also make us aware
of them.

Notes

’Hitchcock tells Francois Truffaut in his interview book that
such act of violence would not fit with the black man's character:
religious and resigned (156). However, in the same way, it should
not match the nurse's personality. That makes one suspect that by
portraying him as the only calm one and who does not lose himself
in the frenzy of revenge, Hitchcock may be encoding an anti-racist
message for a pre-civil rights American society, whose media still
often maintained the stereotype of black males as brutes.
’'After Rusk kills Babs he puts her body into a potato bag in a
truck; however, he realizes that his stickpin is missing. He manages
to get to the back of the running lorry and finds the pin in Babs'
hand. Because of rigor mortis. Rusk has to rip the woman's fingers
to get it back.
’Hitchcock's psychopath reflects such contradictions, since he
kills women at the same time that he lives under the overwhelming
shadow of his mother.
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Timothy M. Brosnan

Sending the Message Home
I spent Christmas of 1992 in Okinawa, Japan. A United
States Marine, I had arrived with my unit at our small base
in the Northern part of the island on December fifth. For the
following sixth months, my only contact with my wife was
by written letter or telephone call. For me, any contact was
better than none at all, although each mode of
communication had its pleasures and pains.
A letter can be written at almost anytime of the day or
night, under just about any circumstance. Jamie received
letters streaked by rain, and stained by Okinawan mud from
field exercises. Anytime I had something to tell her, I could
(and would!) write to her, no matter where I was.
The telephone was much more limited. To begin with,
Okinawa is on the other side of the planet from Stratford,
Connecticut. Depending on the season, I was from thirteen
to fourteen hours ahead of Jamie. What this meant was
that for the most part, when I was awake, Jamie was
sleeping, and vice versa. If I could get to a phone at an
hour that wouldn't drag Jamie out of bed, there was
always a line for a telephone. There were exactly ten
phones on a base that had thousands of Marines living on
it.
When I sat down to write a letter, every word I put to
paper could be reviewed, rewritten, or erased. This often
proved to be frustrating. I knew that once I dropped a letter
into the mailbox, it and its words no longer belonged to me.
I had absolutely no control over it any more. I couldn't take
it back if I wanted to. And it took between a week and two
weeks to arrive at Jamie's house. What was said was said. By
the time it arrived, I might not have any idea what I was
feeling when I wrote it. On the telephone, a sentence could
be cut short, amended, or elaborated on right then, while still
in the conversation.
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While a spoken sentence could be changed immediately,
the thought process behind those words was often immediate
as well. The words were responsive, a reaction. A letter was
something different entirely. A letter could be written at
leisure, with time to agonize over the proper wording of
every sentence, trying to convey the exact feeUng or thought
that I had.
A letter also left time for the pleasure of imagination. 1
could see her face, smeU her perfume, feel her lying next to
me in the night. 1 could pour out my heartache to the woman
1 missed so much. There were always people interrupting my
reverie, but 1 wasn't rushed. 1 could always get back to my
letter.
In a tiny telephone booth, it was just me, Jamie, and
that space. It was quiet, and I could lose myself in the
conversation. I could absorb Jamie's voice, revel in her
laughter, share her pain. But that joy was always cut
short. There was always a line for the phone, and a
conversation couldn't go by without some impatient cretin
banging on the door. And we also had to limit ourselves,
because of the cost. For six months, I never got to finish a
conversation with Jamie. I always walked away from the
booth feeling cheated.
Although the calls always felt cut short, the recollections
of those calls constantly echoed in my mind. Every nuance
of the conversation, every change in pitch, and tone, and
voice pattern was rehashed and mulled over. "I wonder
what was meant by that phrase. Why did she use that word?
I've never heard her use that word!" After a while, actual
words mixed with imagination.
A letter is a physical document. Unlike a telephone
conversation, a letter is right there in front of you, not in
your mind. But like a phone call, every aspect is examined.
When you're on the other side of the world, punctuation of
a sentence can lead to hours of internal discussion. The lack
of a particular phrase or normal closing could drive one crazy
wondering why it was omitted.
Thinking back on those six months brings a wry smile to
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my face. Wondering how I survived apart from my wife for
so long, I realize that those letters and telephone calls kept
me sane. Sending or receiving a letter or talking on the
phone closed the distance between us instantaneously.

Julie Ann Sidhu

Manilow Magic
Popular music culture creates superstars such as
Madonna, Michael Jackson, and Phil Collins to be enjoyed by
both sexes, but some stars are almost exclusively viewed and
listened to by women. Barry Manilow, the Brooklyn boy with
the "nice Jewish boy" image has fans all over the world
ranging from young girls to old ladies. His career at the top
has spanned over 20 years taking him from a back up pianist
to Bette Midler in a New York bath-house to the singer,
songwriter and showman he is today. More than fifty million
of his records have been sold and he is the only artist ever to
have 25 consecutive singles reach the top forty. He once
received three platinum albums within a year, a feat not even
equaled by the Beatles. He has received an Emmy, a Tony,
a Grammy, and this past summer opened his first musical
"Copacabana," based on his hit song at London's Prince Of
Wales Theater (Zehme).
His accolades are proof of his talent, but what is it that
keeps his fans coming back for more, what pleasure is
derived from his music, that makes women love him as
much at forty years of age as they did at twenty? What about
men? Why despite his obviously many talents do the critics,
both male and female, denoimce his work and poke fun at
him at every opportunity? What is it about Manilow's music
that gives one gendered audience great pleasure and creates
displeasure for another?
Barry ManUow's fans are devoutly loyal. The same
people can be seen time and time again at his concerts.
Friendships are formed there that span many years. They
keep each other informed of events, magazine articles and
other related Manilow activities. Fan clubs have been formed
all over the world which hold conventions, Barry Birthday
Parties, Holiday Camp Weekends (affectionately known as
Bazzamatazz!) just for Manilow fans. Trips to his overseas
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concerts can also be arranged. The Barry Manilow
International Fan Club (BMIFC) publishes a quarterly
magazine titled The Magazine, where clubs outline their
activities, promotional goods are sold and event updates are
listed. The devotion of one fan is seen in an article in which
a UK fan named Lynn (no surname supplied) tells of
arranging her first non-Barry holiday in years with her
family, only to learn later that a hastily put together Manilow
tour was soon to begin. Whilst her family were excitedly
talking about how much they were looking forward to this
holiday with her, Lynn writes, “I was thinking, I don't want
to relax — I wanna go to New York and Florida — this was
definitely 'slash your wrist time.' Why is it outsiders don't
understand?" Lynn settled her dilemma by cutting her
vacation down to a week, catching the last two shows in
Orlando and flying on to New York (The Magazine Fall 89).
Manilow fans are not content to see one concert, if they
can travel to all the venues of the same show on tour they
wUl. My sister-in-law Diane, who lives in Leicester, England,
recently had tickets to an upcoming tour in Cardiff,
Bournemouth, Birmingham and Sheffield. She has already
seen the London production of Manilow's newly opened
musical "Copacabana" three times. During ManUow's last
UK tour (Manilow fans always call him Barry!), Diane went
to 15 of his 17 venues. At the last count Diane had collected
68 ticket stubs from Manilow concerts. The bond felt by
Manilow fans towards each other is strong. Several years
ago, Diane traveled 90 miles by train to stand in a queue one
wet January day with hundreds of other fans for six hours
awaiting the opening of the ticket office. Due to delays Diane
had not reached the front of the line when it began to get
dark and she had to get her train back home. The next day
at work she received a call from a woman named Amy who
had stood behind her in line. All Amy knew was that the girl
in front of her was named Diane and that she worked for
British Gas in Leicester. Amy had previously called six other
offices before locating Diane. Fans were allowed four tickets
and because Amy only needed two she had purchased two
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for Diane. Needless to say Diane and Amy have become firm
friends and meet up at as many concerts as they can.
What is it about Manilow or his music that is so enticing?
He definitely has a clean boy image. He doesn't smoke,
although he did in his teens; he admits to drinking wine
occasionally and was devoted to his mother who died
recently. Perhaps it is his respect for women, particularly his
mother and grandmother whom he often speaks of as being
a strong influence on him during his formative years that
touches the hearts of his fans. Do women as wives and
mothers feel they understand him? Is he seen as a real
person and not an elusive product created for profit? Or is he
a carefully created product designed to appear as one of us?
Certainly he is safe from the accusations of being the cause
of juvenile permissiveness or delinquency, that blight other
stars such as Madonna. C. Johnson, a clinical social worker
interviewed for a study on the gains made by women in the
music industry said that rock stars like Madonna are
important to teenagers. Girls want to be like them and dress
like them, they imitate their music and get the idea its great
to have sex (Schwichtenberg 21). Fortunately Madonna fans
grow out of their star struck mentality, but Manilow fans stay
loyal year after year.
Manilow fans though are not "wanna-bees," nor do
they dress their husbands and boyfriends in Manilow style.
His ballads speak to them of romance, dreams, memories
and broken hearts. All the emotions that women feel deeply
can be felt in Manilow's music. The intimate relationships,
the highs and lows of loving someone, the first blush of love,
the contentment of a deep and steady relationship, the pain
of losing someone, of failing in Hfe, starting over in life,
creating a dream and going ^ter it are all common themes
within his songs. Do women escape their everyday lives
through his music? Perhaps the laundry or the car pool does
not give us the emotional stroking we desire, but can be
achieved by listening to Manilow music. The desire for the
men in our own life to be more romantic, to be sensitive to
our emotions and desires may encourage this romantic
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fantasy that women are able to create with Barry Manilow.
Just as the readers of romance novels explain their reading as
a temporary disassociation of their roles as wives and
mothers (Radway 11), Manilow listeners are able to transcend
their roles and imagine themselves as sexual, desired, and
romanced women. In his many concerts Manilow makes eye
contact frequently, in his videos he looks directly into the
camera. He makes it look as if he is not singing to the whole
audience, but to you personally.
Visual, auditory, and emotional pleasure is derived from
the entertainment value of Manilow concerts. Each concert
has a combination of slow seductive music played by Barry
on his piano, complete with soft lighting and loving gazes.
The upbeat numbers include back up singers and dancers in
flashy costume. Barry himself an excellent dancer joins the
chorus line doing everything from tango to tap. Certain
songs have been sung at Manilow concerts for years and
have their own rituals. "I don't want to walk without you"
is sung initially by Barry and then with the audiences
participation as everyone stands, arms linked, swaying from
side to side. During "Can't Smile Without You" a fan from
the audience is chosen to come up on stage and sing with
Barry, as she leaves she is given a videotape of her
performance. The last song of every concert usually "One
Voice" or "We'U Meet Again" is sung by Barry in darkness
with only a spotlight and the audience waving small pen
lights. It would appear that Manilow's ability to gain
audience participation is part of his attraction. For a short
time the mostly female audience is a part of Barry's romantic
vision. Manilow gives his fans what they want to hear, the
fast songs that get them dancing and singing along, and the
slow emotion packed ballads that bring back memories and
that future dreams are made of. In return they give him their
devotion and loyalty. As Martyn Palmer wrote for The Daily
Express Saturday Review, "A Barry Manilow crowd is not
quite like any other. It's a bit like a religious gathering. Every
one of them is out there for Barry — and he knows it."
Palmer also quotes Manilow's own views on his live
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performances, "I don't do this for the applause. I don't need
any more applause. 1 don't need any more money and I've
got enough gold records. 1 do this because 1 love to see their
faces. I love to make a difference to them."
Physical perfection is not a Manilow attribute, he is
skinny with a big nose and crooked teeth, but women are
sexually attracted to him. When 1 asked Diane if his fans find
him physically attractive she answered, "Definitely."
However she also pointed out that Manilow fans do not want
to tear off hig clothes when they get near to him, and
doubted that many would want to go to bed with him even
if given the chance. For herself Diane said her dream would
be to meet him socially, have dinner and be considered a
friend. The attraction felt by fans towards Manilow is created
by the words of his songs and the feelings that they arouse.
His persona is perceived to be genuine and not some
commercially contrived package. I asked Diane's husband
Andrew if he thought women were sexually attracted to
Manilow. He agreed with Diane's assessment, but said he
felt many of the women probably fantasized about him,
especially the fat or unattractive ones or those without a
special someone in their Ufe. Are there many unattractive or
lonely women in his audiences? 1 asked. Both Andrew and
Diane agreed that although they didn't feel that Barry only
attracts women with low self esteem, they did feel that for
many people who are perhaps alone or shy the fan clubs
enabled them to make friends. For example, whenever there
is a concert, a branch of the local fan club will often host a
party, playing Manilow music and videos. Trips to other
concerts will also be arranged. Also a woman whose spouse
or partner does not enjoy Manilow music can be with others
who do. The many letters and articles in The Magazine
announcing events is evidence that for a woman alone these
are opportunities to expand their social lives, travel, and
meet others with similar interests. This is not to say that all
Manilow fans are single, lonely and desperate as many critics
would have one believe. In fact many of Manilow's fans are
happily married and attractive. They also span a large age
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group. In my own family there are three generations of
Manilow fans.
Barry Manilow fans it would appear are nice hard
working folks. Much of the money that they raise by
conventions and conferences is donated to charities all over
the world. In an article written in The Magazine by the
Japanese fan club, the writer says of Barry's charity work,
"Barry is not only a wonderful musician and superstar that
we can always admire and support, but also a very
thoughtful and good-natured PERSON we can all respect"
(Fall 1989). Manilow fans do have respect for their idol.
When Andrew and Diane saw Barry at a restaurant after a
show, Diane would not interrupt his dinner to speak to him,
yet was quite witling to take a day from our vacation to travel
two and a half hours on a train to London and stand in line
for an album signing. Do Barry Manilow fans buy his albums
or see a show despite reviews? The answer is a definite yes!
Dedicated Manilow fans will buy an album the first day it's
out and wUl buy tickets to any show. Over the years
Manilow has experimented with jazz, film scores and now
his latest musical event "Copacabana." Many of his fans
have been with him through his mistakes and successes.
Many of which he talks about to his fans between numbers
at his concerts teUing them how certain events brought him
to write this or that particular song.
The subject of Manilow's music is love; however in his
own love Ufe he is very discreet. In his autobiography. Sweet
Life he describes his first arfd only marriage to his high school
sweetheart. The marriage lasted only a year, since then his
girl friend has been Linda Allen a set designer whom he has
known for 20 years(34). His reputation as a steady, faithful
lover only goes to endear him further to his adoring fans.
When asked if he has ever had a romance with a fan he says,
"No. I try to seduce my audience, but I don't confuse that
with real life. I've had offers, of course, but the last thing I
need is to show up in the papers as a secret father. Women
like me because they know I'm safe" (Take A Break).
Why, if his music is so well loved that he has sold more
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albums than many other superstars and millions of women
adore him, do the critics and the male audience dislike him?
Why does he cause them displeasure? Some men may feel
threatened by his sexuality. To admit to liking a man who
sings romantic love songs is intimidating to many men. They
are afraid of being considered unmanly, soft or God forbid
gay! Over the years rumors of Barry Manilow's sexuality
have surfaced. Many people cite his beginnings as a piano
player in the New York bath-house<as evidence of this. What
they fail to remember is that many other stars both male and
female got their musical breaks in similar establishments.
1 asked Andrew why he thought men openly disliked
Manilow or made jokes at his expense? Andrew observed
that Barry's physical appearance is not considered by men to
be sexy or cool, so it is hard for them to understand a
woman's fascination. Men have a "I'm so much more
attractive so what's wrong with me?" type of attitude that is
threatening to their own sexual perception of themselves.
Andrew admits to liking Manilow music and enjoys the
concerts, but he says other men he meets there are usually
there because they have been dragged to the concert by their
wives and girlfriends or are gay.
It is not only male critics that stoop to the level of a
personal attack when reviewing Manilow appearances. Prior
to the opening of "Copacabana" in London, many critics had
already deemed it a failure and poorly cast. After one of the
preview concerts Maureen Paton of the Daily Express gave the
show a scathing review titled, "Manilow's debut fails to
score as Lola reaches a low of Kitsch!" She starts her review
with the disclaimer, "I am not normally one to indulge
myself with cheap Barry Manilow jibes featuring poetry that
doesn't quite scan. . . ." The review, however, is one cheap
shot after another. Paton begins with a jibe at Manilow's
earliest public appearances, "Bette Midler's favorite
bath-house pianist," his fans, "I am haunted by the thought
that his notoriously protective fan club is probably full of
people called Maureen."
What does this say about the critic's own self-esteem if
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she is afraid to be associated even by name to Manilow fans?
Or as a critic in the male dominated world of media is she
just trying to take a male stance? The show itself she declares
“mediocre and offish. In short — a prize turkey — albeit an
expensively dressed one trussed up in tinsel!" Of the music
Paton says, "Manilow has written 17 blandly efficient
numbers, not one of them capable of lingering in the
memory, to accompany the showstopper 'Copacabana.' "
She describes the leading man as miscast and suggests the
“vapid leading lady plucked straight from the chorus line
should be sent straight back." My question to Ms. Paton
would be “Did you see the same show I did, where the
audience were tapping their feet, gasping at the beautiful
costumes, and at the finale syanding in the aisles singing and
clapping to “Copacabana?"
A critic for the Daily Mail did however admit to being
pleasantly surprised at the quality of the show, but many
reviews followed the lines of Ms. Paton. Critics are not
content to confine their reviews to the music or performance,
but feel free to make fun of ManUow's physical attributes, in
particular his nose and slender build, and his Jewish
heritage. When reading a Manilow review there is a
proliferation of Yiddish vocabulary not seen in reviews of
other artists. Note the above mentioned title of Paton's
review and a scathing review by Max BeU of the Evening
Standard who began with “Barry Manilow's current attempt
to break the world schlock record calls itself The Greatest
Hits Tour . . . Volume 2."'bell finished his review with “he
dug up a piece of slapdash waffle called Bermuda Triangle,
a place where a man could get lost. Wishful thinking." This
caustic column is in total contrast to another review of the
same tour written only days earlier by a female critic. “The
ultimate entertainer with an extraordinary, charismatic stage
presence, Barry Manilow, gave a truly magical performance
last night. Love, devotion and euphoria can only describe the
tidal wave of emotion that swept the packed Windsor Hall
. . . standing ovations followed every song and by the end
people young and old were holding hands, or holding
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torches in the air" (Porter). When asked by the UK magazine
Take A Break if it bothered him that so many people make
jokes about him, Manilow replied' "You, bet. It's unfair, but
I've got used to it. I know more Barry Manilow jokes than
anyone else — such as: A record mogul tells the Ethiopian
consul that some stars are making a single to help the poor.
'Think of it,' he adds, 'Bruce Springsteen, Billy Joel, Barry
Manilow. . . .' the consul replies, 'Barry Manilow? hey,
we're not that hungry!' "
How does one reconcile these reviews from the critics
with those of the fans? Why do some critics not report
audience responses as well as their own tainted opinion? Is
it because Barry Manilow is not cool? In a 1993 article in the
British newspaper The Independent on Sunday Zoe Heller
writes that, "Manilow has written some bad songs and he
has written a lot of great songs. But to acknowledge even this
much is to cast oneself beyond the pale of respectable taste."
Yet almost every popular radio station and breakfast T. V
show gave an interview with Manilow during his recent
British visit. When asked by Take A Break how he overcomes
the constant criticism of his work he replied, "For every
lousy slam 1 get from some weasel, I get a hundred letters
saying: 'Don't listen to them. We know what you're trying
to do. Keep going.' And I do. The best revenge for me is stiU
loving what I do." Manilow fans are also seeking revenge.
An article in Barry Gram, a publication of BMIFC recently
called fans to action. A review by Kelley Crowley that
appeared in the Pittsburgh Tribune stated that Barry
"Lip-synched." The article chides Crowley for not checking
her facts before writing her review and encourages fans to
write a letter of complaint to the Editor of the Star-Tribune
whose address was printed at the end of the article.
Barry Manilow provokes strong emotions in millions of
people worldwide. Most of them women. When asked about
his popularity with women, Manilow says, "I think it's
because I'm a romantic. Maybe women like me because my
songs appeal to that side of their nature. On stage I am
either stupid or brave enough to say how I feel through my
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music. Women fall in love with the lyrics and the mood of
my concerts” (Take A Break).
Being in touch with his feelings and expressing them may
be one of the sources of discomfort felt by men towards
Manilow. In our culture where men are encouraged to
contain their emotions, expressing them as Manilow does is
considered by some men to be a sign of weakness. For
women, listening to Barry Manilow music may help to fill a
desire for intimacy missing in their own relationships and not
because they fantasize about Manilow himself (Radway 93-94).
Barry Manilow is undoubtedly a music man to be
reckoned with. He has proved himself over the years in
many areas of singing a nd songwriting, despite criticism and
ridicule on everything from his looks to his sexual
preference. His attraction to women of all ages is
indisputable. His nice boy image, his respectable life, his
charitable deeds, and his soothing music m^e him a difficult
person to dislike, but it is his intimate way of expressing his
feelings through his music that most endears him to women
and sends fear through the hearts of many men.
Uncomfortable with talkhrg about their deepest emotions,
men find it easier to discredit him rather than admit a liking
for a man who exposes their own innermost thoughts in
public. I suspect that there are many male Manilow fans (and
possibly female critics!) who are just too afraid to come out
of the closet. The last lines of his autobiography "Sweet
Life” are an example of how through words, Barry Manilow
always says the right thing, the words women want to hear:
I believe that we are who we choose to be.
Nobody is going to come and save you.
You've got to save yourself.
Nobody is going to give you anything. You've
got to go out and fight for it.
Nobody knows what you want except you,
and nobody will be as sorry as you if you
don't get it.
So don't give up your dreams.
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Cheryl Casey

Media Ideology in the Soviet Union
"You are not only the true aids of the
[Communist] party, but literally the
apprentices of the party, the active fighters
for its great cause."
“
These words were spoken by Nikita Krushchev to Soviet
journalists at a 1959 Kremlin reception (Hopkins 150). The
basic function of the Soviet press, as well as of the entire
media system, was summarized in his one statement.
Krushchev's idea of how the Communist-run media should
operate essentially stems from Marxist philosophy, stating
the ultimate Communist goal as explaining the nature of
man, the nature of society, and the relationship between the
two (Markham 97). Through explaining the particular
ideology in a particular fashion, particular objectives are
thereby reached. It is interesting to see how the media,
particularly the press, operated during the years of the Soviet
regime as well as what has occurred in this area since the
collapse of the Union.
To further explain the function of the Soviet media, we
must look at Lenin's totalitarian theory of the press, what it
encompassed, and how it set the standard for Soviet media
in the decades to come. The main purpose of the press was
not to inform the people, but to propagate or support the
Communist ideas. Government measures were to be
popularized solely through constructive, never destructive,
criticism, and the press was expected to defend and explain
the government's policies and views. According to a study
by the International Press Institute, the policy of the Soviet
press became "a one-sided choice of news, the deliberate
holding up of news, silence on certain events, and
falsification of others" (Tebbel 379). Emphasis was placed
on consumer interest and news dedicated to the state;
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human interest, crime, or disaster stories were very
seldom reported.
Ultimately, Lenin applied his theory and slogans for the
newspapers to all forms of mass media. "Media are the
powerful instrument for mobilizing the masses to carry out
party and government decisions" (Markham 99). He saw the
media as having a certain responsibility to "facilitate
attainment" of the societal goals of Communism. This
responsibility was stressed perhaps even more than the
concept of freedom in the media structure. Responsibility
entailed promoting the best interests of the working people
and the regime as well as revealing ultimate truths as
perceived by the party.
It has become obvious that the Soviet media was strongly
allied with politics in the Union. The press was indeed
expected to be politically partisan, only expressing the party
philosophy and goals. It became the organizational center of
the political party, enforcing the Marxist-Lenin philosophy
using propaganda, which was considered the "education" of
the masses (Markham 109).
However, Soviet authorities were often concerned about
the dissemination of information throughout their country
from the outside, particularly through radio broadcasts.
Opposing points of view threatened the Communist "purity
of doctrine," and the media was used to counter these
foreign opinions. Their purpose was to restrict or suppress
the varieties of ideas through the denial of information to the
people. The government was fearful that if the people were
allowed to speculate, form, and discuss opinions on world
events without restrictions, the Communist's doctrines would
be severely threatened.
The Soviet Communist position concerning the media is
a unique one which must not be confused with the
authoritarian position. The latter, although it does allow the
control to fall in the hands of the central political party,
claims nominal control by the people. It also rarely includes
monopolistic ownership and the exclusive use of the
channels by the government. The Communist position is
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similar, but adds a few new ideas; there is exclusive
ownership by the government, and there is state conformity
of all information. Media is used to ultimately improve man
by first improving society through rejection of contradictory
thought, explanations of human nature, and forming a
classless society. There is complete denial of free expression
against the state in order to insure the attainment of the
ideology.
This concept of censorship in tho, Soviet Union derived
historically from the ideas of czarist Russia, forming the basis
for Soviet censorship laws, agencies, and definitions. Lenin
described his press as indeed a "free” one, that is, one
which was free from the police, capitalism, careerism, and
individualism. The press was also subject to laws prohibiting
libel, slander, and pornography. He was not seeing this
censorship as a hindrance to free expression, rather as an aid
to freedom under the Communist doctrines (Markham 102).
To control and oversee the media system, the
government enacted a management system which actually
probes into all aspects of Soviet life. There are six steps in
the organization. The first is planning. In this stage, items
such as the location, content, periodicity, power, circulation,
and format of a program or newspaper are determined and
submitted prior to publication. All items submitted are
subject to change at party instruction, and plans are often
found to be revised on a weekly basis.
Another step taken is that of staffing the media
organization. Employees are taken in who are proven or
respected as loyal party members and as those well-educated
in Marxist-Lenin ideology. This leads into the third step,
which is to administer the party policy. The staff is expected
to know the correct ways to handle the coverage of certain
subjects concerning party position. At various intervals,
memos are published by the party and sent to the media
which serve to guide the staff in the coverage of stories.
AU content of the media is supervised and evaluated to
see that party poUcy is diligently foUowed, which is the
fourth stage of management. Content is examined and
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criticized not only for what it says, but how it is said from a
grammatical and literary aspect. Evaluations will criticize a
writer on imagination and color, or lack thereof, just as soon
as they will criticize the issues in the piece.
Controlling information and checking for deviations from
policy are important aspects in management. This fifth step
revolves around the ideas of censorship, suppression of
contradictory information, and propaganda. There are
agencies which act as the "gatekeepers” of the media,
deciding which information is published and hoarding
confidential files which overflow with information considered
unsuitable or unfavorable for publication.
Finally, the last stage is financing the media.
Theoretically, the media are self-sustaining organizations
expected to make a profit. However, this profit is not a
requirement, and the national treasury basically makes up all
differences if not enough profit is taken in.
As previously mentioned, agencies serve to control the
information disseminated throughout the Union. The main
censorship agency is called GlavUt, and it focuses on
prohibiting the existence of works which propagate against
the Soviet Union, reveal state secrets, arouse nationalistic or
religious fanaticism, or are of a true pornographic nature. By
having the power to oversee the availability of printing
materials such as paper and lead, Glavlit also has the power
to deprive all but approved organizations access to the press.
The agency operates under Soviet law, yet its actions are not
subject to court review,» allowing it to exempt special
publications, such as party, government and scientific works,
from screening and approval as it sees fit.
Although there were indeed trends towards freer
expression after the death of Stalin, these institutions for
control continued to exist, and their acts of suppression
caused citizens to search for a way around the policies
concerning the dissemination of information. One important
one was the underground telegraph, which began to develop
in the 195O's due to the relaxation of political controls, the
transistor radio, and increased emigration that established
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western terminals. This information system competes with
the official media, correcting it, providing supplementary
information, and often contradicting what the media has
already stated. Sources from this underground movement
include letters from the West — particularly England and
America — telephone calls which manage to get through
despite Soviet restrictions on direct dialing, foreign
shortwave broadcasts, an illegal market for audio and video
cassettes, and word of mouth. The aims of the organization
are to distribute factual and actual information and to
discover the information about the country and the rest of
the world which the government kept quiet. Who are the
members of this movement? Dissidents are used mainly as
active distributors, but many of the people are employees of
the government, often in high positions, who have access to
such information.
With Gorbachev and the year 1985 came the advent of
glasnost, the new Soviet policy of disclosure. Literally
translated, glasnost means "publicity" or "openness" in
Russian. This concept included a new tolerance for criticism,
allowing a broader range of opinions in the media and a
more accurate rendering of Soviet history. In terms of social
reform, it encouraged people to contribute opinions and
exchange ideas. The ideas behind glasnost ultimately
contributed to the end of the Cold War, the dissolution of the
Soviet satellite system, and the eventual breakup of the
Soviet Union.
Today, in "free Russia," the status of the media is
uncertain. As President Boris Yeltsin and Chairman of
Parliament Rusian Khasbulatov struggle for power, they also
struggle for control of the media. Both have shown
tendencies to revert back to the idea of government control
of the media. This was begun by Khasbulatov's threat to take
over a now independent, former government owned
newspaper. Yeltsin responded by creating an organization,
the Federal Information Center, which would be subordinate
to himself. Dubbed by journalists the "Ministry of Truth,"
the center states that the aims will the "coordination of state
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policy” and the “distribution of accurate and truthful
information on the course of reforms in Russia.” Major
media, including the major news agencies and television
networks, are now under the President's command, and
critics claim that the quality of the networks will suffer if they
are airing programs generated by the desire to control the
media (Yurkovsky 379).
Not only are Yeltsin's programs and policies contributing
to the possible repoliticization of the media, but to the
financial uncertainty of the media as well. Under the free
market reforms, costs from ink to printing to distribution are
skyrocketing, necessitating an increase in newspaper costs
and a decrease in publishing frequency. Since the collapse of
the Soviet Union and Communist doctrines, the media have
lost all government subsidies, leaving them to fend for
themselves. In one year, a paper's printing costs have
elevated from 300 to 13,000 rubles, and publishing houses are
threatening blockades due to unpaid printing bills. Many
newspapers are on the verge of collapse.
Desperately in need of controls on newsprint prices,
newspapers are pleading for "government favoritism” for
financial aid. They are already dependent on the government
for access to paper and printing facilities, but monetary aid
may provide a clear path for subtle government manipulation
of a press which had finally become free from the
Communist rule.
Yet while print media are suffering, broadcast media
seem to have found the opportunity to expand and mature.
According to the International Advertising Association
(lAA):

Broadcasters have long had the technical
resources to reach the whole world with
commercial signals but many political,
economic and social barriers made such
services impractical. Now these barriers are
being splintered and scattered by irresistible
technological innovations and the social.
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political and economic repositioning that
follow (Schiller 121).
Since the Soviet breakup, Russian broadcasting has become
a vast, growing marketplace for American products and
services, and U.S. companies join with those of Russia to
create a system which allows the “ability for advertisers and
consumers to communicate" not only within the country but
cross-culturally as well (Giobbe 18). Gpmbining this with the
lack of restrictions placed on product advertisements by the
government will hopefully aid the failing Russian economy
and bring all forms of mass media back on their feet.
Media in the country once known as the U.S.S.R. have
certainly spent most of their time under the control of the
ruling government. From the czars to the Communists,
control and censorship of the media in order to protect the
ruling ideology has dominated throughout history. Is this a
trend from which the media intrinsically cannot stray?
Although it has been labeled "free" in today's world, there
are many clues that this description is merely nominal, that
the media are only seemingly independent. However, now
the dependence is based more on financial need and the
government taking the opportunity to manipulate rather than
actual government policy towards the functions of the media.
Finally, it can be concluded that the direction of the Russian
media will be based upon the Russian economy and its
stability — or lack thereof — in the years to come.
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Cesar Munoz

"NADEV TLHLNGANPU' TU' LU' "

(There Are Klingons Around Here):
An Analysis of Star Trek
AS AN American Myth
*
The first space shuttle was named after it by President
Gerald Ford. President Ronald Reagan and General Colin
PoweU once inspected its bridge. And Stephen Hawkins was
temporarily part of its crew. There are clubs of people who
write stories that take place in its quarters, people who
discuss it on the Internet, and others who gather in
conventions. Even a new language has been created for its
Klingon neighbors by Marc Okrand (from which the title of
this essay is borrowed) (171). "It" is the Enterprise, a
spaceship more real than the Columbia Shuttles or the
Apollos, and the setting for an American myth called Star
Trek.
Star Trek consists of: the original television series (79
episodes) created by Gene Roddenberry, first broadcast by
NBC from 1966 to 1969 and then syndicated and rerun in
local markets; seven motion pictures, so far; Star Trek: The
Animated Series, 22 half-hour shows by NBC, 1973-74; Star
Trek: The Next Generation, 178 episodes from 1988 to May 1994
(when it was canceled in order to allow Paramount to
produce the seventh motion picture: Star Trek Generations,
premiered Nov. 18, 1994, with The Next Generation cast); and
it is the spin-off Star Trek: Deep Space Nine, from 1993 until
now.
Star Trek is an essentially American cultural product
because it has its roots in American mythology and addresses
national dilemmas. Since it belongs in the category of
"entertainment," we are not inclined to question it or to
identify the underlying premises of its universe. However, as
Erik Barnouw, a film and television historian, affirms: "It is
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drama, not news programming, that takes the lead in setting
patterns [of thinking and of behavior]” (101). Star Trek is a
metaphor for foreign intervention and an ideological support
for American imperialism.
For Roddenberry the Enterprise is "the wagon train to the
stars” (qtd. in Blair 182). It updates the American myth of
the frontier. As every opening sequence reminds us its
mission is: "To seek new life, and new civilizations, to boldly
go where no one has gone before” {Star Trek). As Karin Blair
has pointed out, many episodes, such as "Who Mourns for
Adonais?,” are based on Greek mythology. The
incorporation of different myths make its stories familiar. By
giving them a slight twist and a new covering. Star Trek plays
with patterns of repetition and variation, which are key
elements in artistic composition (from music to painting). In
an analysis of Casablanca, Italian semiologist Umberto Eco
argues that the main reason for the success of that film is its
massive blending of many different myths (263). This
phenomenon also occurs in Star Trek, and certainly
contributes to its popularity.
Star Trek represents an unconditional belief in science and
technology. The Enterprise is the product of centuries of
technical discoveries, represented by the character of Spock
in the original series. In Star Trek: The Next Generation, that
role is enacted by Data, an android. Significantly, both
characters have been extremely popular among Star Trek fans
(who are called trekkies).
Like American society^ the Starship Enterprise is supposed
to be a melting pot. Conrad P. Kottak, an American cultural
anthropologist, indicates that "Captain James Tiberius Kirk
[from the first series] is symbolic of real history" (103); his
middle name links him to the Roman emperor: He is the
original Anglo-American. McCoy (an Irish name) represents
the next wave of immigrants. The third wave is personified
by Sulu, an Asian-American. The only major female character
is Uhura, an African American, reflecting the secondary role
of women and African-Americans in American society, and
especially in the employment structure in the 6O's.
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Star Trek: The Next Generation adapted to the evolution of
American society. The crew of the Enterprise ("free
enterprise" is still the basis of the national economical
system) is diversified and specialized. For instance, Kottak
affirms that Kirk's character splits into Captain Jean-Luc
Picard — who retains his managerial abilities, and also brings
about European legitimacy with his French name and British
accent — and Officer Riker, a man of action. Mister Spock's
lends his strange facial features to Lieutenant Worf, and his
accuracy and mastery of science to Commander Data. In the
same way. Doctor McCoy splits into Doctor Beverly Crusher
and Counselor Deanna Roi. There are three prominent
women now — two African-Americans and a physically
handicapped person. One of the women. Counselor Roi, still
displays an open-top uniform, however.
JuUe Freddino, a 22-year-old radio producer who claims
to have seen all the episodes of Star Trek: The Next Generation,
likes the saga because "they are like a family." They are the
prototype of the American family traveling at light-speed to
other planets-countries.
Star Trek has strong political significance. According to
Roddenberry, the original series was a means to face the
social and ideological challenges of the Vietnam War
(Alexander 570). In "Omega Glory," which journalist James
Lileks believes is a Vietnam parable, a planet has been
involved in a long and pointless war between the Yangs
(Yankees), and the Coms (Vietcong). At the end of the show,
the Yangs produce an American flag and a copy of the
Constitution, whose significance they do not know. It is up
to Captain Kirk "to teach them the meaning of the words,
while reminding us that the words are 'not just for Yangs!
But for Coms! Too!' " (68).
Chris Conway, a 24 year-old Sacred Heart University
media studies graduate and an enthusiast "trekkie" since he
was five, points out that the Klingon, an aggressive people
presented as the enemy in the original television series, may
be symbolic of the Russians; accordingly, the Romulans
would be the Chinese. Following the modification in

44

Cesar Munoz

American foreign politics since the time of the first series, in
the contemporary version Star Trek: The Next Generation,
Worf, a Klingon, is assimilated into the melting pot of the
Enterprise; however, the Romulans (Chinese) still remain an
aloof and mysterious race. Conway also adds that the civil
conflict between Vedosian and Cardasian can be interpreted
as a representation of the war in the former Yugoslavia.
The most important ideological foundation of Star Trek is
compliance with the “Prime Directive." According to the Star
Trek Writers' Guide, a booklet written by Roddenberry for
orienting the series' screenwriters, the directive is “a rule
which prohibits starship interference with the normal
development of alien life and societies" (qtd. in Gerrold 147).
Conway praises the moral significance of that norm;
however, in the original series the only times the directive is
stated is when the Enterprise breaks it. For instance, in "The
Apple" (aired in 1967), they destroy an Eden with the
justification that it was an artificial condition which was
already interfering with the normal development of that
society.
Blair analyzes that very episode in her article "The
Garden in the Machine: The Why of Star Trek." An Eden
exists in a planet on the basis of equality, of ritual obedience,
but where individuals have no distinct personalities (184-87).
In "The Way to Eden" (first broadcast in 1969) a group of
"space hippies" (187) are looking for their own type of
paradise, where "there is no labor, no competition or need
for order" (188), but it proves to be "uninhabitable" (188).
Blair concludes that the Enterprise — which represents the
United States with its hierarchy and order — is presented as
the only real paradise: it is "the Garden in the Machine," as
the title of the article states.
Although Blair does not point this out, it is obvious the
resemblance of the society in "The Apple" with the
U.S.S.R., and of the bizarre group in "The Way to Eden"
with the hippies in the United States. Before both of them
the Enterprise-United States exhibits its superiority and its
right to intervene. It is good to have a "Prime Directive" that
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assures the moral rightness of your mission, but there is no
reason to take it very seriously.
In sum, "Star Trek prodaims that the sacred principles
that validate American sodety . . . wUl endure across the
generations and even the centuries,” as Kottak states (103).
It has a conservative effect, since it reassures Americans of
the soundness of American society and of its traditional
values: the myth of the frontier, the belief in sdence, the
concept of melting pot and the division of labor among
others. Furthermore, by presenting American society as
superior to the others, one into which even the belligerent
Klingon, represented by Worf in Star Trek: The Next
Generation, wants to be assimilated, the saga justifies and
supports American imperialist thought.
Maybe "naDev tUilnganpu' tu' lu' ” (there are many
Klingons around here), but they are all markedly American.
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